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| am thankful to the Lalit Kala Akademi, its Secretary 
Dr.Sudhakar Sharma, Regional Secretary Ramakrishna Vedala 
and Studio in Charge Ramahari Jena for their consideration to 
send me to Khallikote for speaking to the students. | consider 
this a rare occasion because | was a student of this institution 
and this is my first official lecture presentation in the college 
when my dear friend D.N.Rao is the Principal. 

As a painter, | belong to the 20® Century. | was born in 
1942 and while still in school 1 took to art professionally. My 
brother had a studio workshop attached to our house in which 
we lived and | worked there as an apprentice. What t learnt 
was a kind of assorted art, involving various techniques and 
styles. It was kitsch, harmonium repairing to theatre curtain 
painting. It also included ritualistic wall painting and sign 
writinsg. This was a confidence building exercise intended to 
develop managerial capabilities and learn to deal with a rurat 
clientele who had a queer sense of art. Art in the village was 
like ploughing a land and performing in a theatre. The village 
people had an understanding of art not very much different 
from food and drink. We were Brahmins by caste but gave up 
our hereditary profession in favor of art practice, which stood 
contrary to the interests of traditional chitrakaras in our vil- 
lage. The contradiction was not only in the economic pursuit 
but also in the style and quality of art that we two groups were 
producing. The art of the chitrakaras was traditional and the 
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art we were professing villagers was considered by them as 
modern. 

| joined the Khallikote art school in 1959 to study ‘higher 
art’ and get a degree for a job. What ! learnt here was syllabus 
based art education, a curriculum set by the British about hun- 
dred years ago in India, life study, still life, nature study and the 
like. We learnt how to draw posters, book jackets, wash paint- 
ings and temperas. We also learnt stitching, leather craft and 
cane furniture. The teaching program was no doubt ambitious 
but had no focus. It was a skill-oriented pedagogy and after 
passing out from the institution, one was normally expected to 
open a cane furniture shop. Our teachers had hardly realized 
the significance of the kind of syllabus they were teaching and 
they did not have intellectual attainment and even art sensibil- 
ity. Barring the precious three, Sarat Chandra, Ajit Keshary 
and Anant Panda, the rest of the lot did not understand what 
art was. We had teachers trained in Calcutta school of art those 
advocated the British legacy and teachers educated in 
Santiniketan who pursed all that was Indian. In this melee, we 
missed that was genuinely Orissan belonging to the soil. We 
were never told that our art tradition was more than two thou- 
sand years old. We were not even made aware of the local art 
potentials neither of Nirmaljhar group of temples nor of the 
wood carvings, stone works, ceramics and glass that were part 
of the building in which we were living and studying. While we 
were students we never realized that we had occupied a heritage 
building (Ramachandra Bhawan) that was a unique architectural piece 
and as art students and teachers of art we ought to have preserved 
hn 
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this heritage. We became party in destroying an edifice and robbing 
off its art. To day what you see and live in is a ravaged structure for 
which our stupidity and greed was responsible. We leamt an art skill 
and not its sensibility, ts meaning and life principles. The art was like 
drinking country made brew or chewing pan in the Khallikote 
market. 

But out of this utter confusion, was born a movement 
that proved beneficial in shaping the art of next twenty years. 
This was the modern art movement based on the cubistic prin- 
ciples. It was a change and the change was for the better. Sarat 
Chandra Debo, the Principal of the Schoo! who studied painting 
in Hearthly School of Art in London, had a synthetic and eclectic 
style. He looked at compositions from a single perspective point, 
but structured the figures as cubistic constructions with line form- 
ing an elemental component. His synthetic approach gradually 
enveloped other areas of aesthetic vocabulary, did add creden- 
tials to his personal idioms. He had before him the example of 
Raja Ravi Varma who like him was an artist from the royal fam- 
ily. Synthesizing traditional theme with contemporary was not 
new to the Indian art scene. What had happened decades be- 
fore in other parts of the country started taking shape under the 
stewardship of Sarat Chandra in Orissa. 

Though Sarat Chandra couldn't reach the subtle grace 
and vivacity of Ravi Varma'’s paintings he made his art signifi- 
cant using folk renderings. While differing from Ravi Varma, 
he brought his art nearer to the art of the Orissan chitrakara. 
Sarat Chandra had a flair for linear application, preference 
for construction of forms, a rare ability of organization of space 
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and sequences and a distinctive anatomical equation, which 
was his own. His figures are archetypes of certain generic 
characteristics. His compositions are based on regimenta- 
tion of idealistic symbolism. There is a theatrical presence in 
his work, which linked him to the romantics of the renais- 
sance. 

The other important painter in Khallikote was Ajit 
Keshary. Like Sarat Chandra, he too was trained in London in 
Anglo French Art Centre. His first oil painting The Flight made 
a historical note by bagging an award in the “Modern Art" cat- 
egory of the first annual art exhibition of the Orissa Lalit Kala 
Akademi in 1962. The Flight is an austere investigation of the 
bare essentials of pictorial representation. Over layering of fly- 
ing birds whirling around in the open courtyard of the Khallikote 
palace, watched by the painter from his second floor apart- 
ment is the 'baseness'’ of a statement linked to Picasso’s cubistic 
works. Ajit Keshary gets the thrill of the idea of pigeons flying 
against a vacant dull blue sky when he intently tries to catch 
his mood and creates a pictorial grammatology of some sig- 
nificance. This of course turned out to be the crux of modern- 
ism, not different from a theoretical investigation carried out in 
the Western world to invent cubism. 

Cubism was at the root of modern art in Orissa. It 
turned out to be a “Schema of theory” to traverse through 
cubism to be modern. In Khallikote Sarat Chandra, Ajit 
Keshary and Anant Panda were the Trinity who sincerely be- 
lieved, pursued and supported modernism and modern ex- 
periments of students in the School. This move was quite a 
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departure from the academic work of the Western School and 
the revivalist mannerism of the Santiniketan style. Western 
School infiltrated through Calcutta. It was a paradox that both 
Ajit Keshary and Anant Panda from Santiniketan should deny 
a continuation of Kala Bhawan routine and fall back on a new 
and innovative style that was then an all India movement. Not 
only in Orissa, but everywhere else in India, cubism took the 
upper hand to transform the academic painting into modern. 

Anant Panda made a detour to cubism through the ru- 
ral sensibility and rich coloration of Amrita Shergil and monu- 
mentality of sculptor Ramkinker. The indelible impression of 
dark women figures of Amrita against shining backgrounds 
bestow a melancholic overawe to Anant Panda's canvases: 
His two works The Family and Labourers in the collection of 
the Orissa Lalit Kala Akademi however were eye openers. Anant 
Panda taught us how to prepare oil colors by mixing local pow- 
dered pigments with linseed oil, grounding them to a paste and 
filling them in used toothpaste tubes for convenient applica- 
tion. Harekrishna Behera made stretchers for canvases and 
frames for paintings. For the first time, we packed our paint- 
ings in large wooden crates and dispatched them to Lalit Kala 
Akademi and National Gallery of Modern Art in New Delhi for 
participation in their programs. 

Due to the emergence of a new atmosphere of mod- 
ern experimentations and acceptance in Khallikote, a few 
sensitive students reacted favorably. They imbibed the spirit 
of modernism and bathed in the new sunshine of change. !| 
painted oi! on the theme of an agricultural couple, the woman 
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emerging form the leisurely-seated male figure making mu- 
sic from a flute. The life force in this painting is interplay of 
concave and convex forms, sensuous and cubical. These 
indicate to delicate slender body with fleshy thighs, upraised 
spontaneous hands resulting in a musical movement, while 
his woman takes an upright thrust from the contours of man's 
wear terminating in a draped upsurge body. This oil painting 
the Harvesting Songs got for me an award in the all India 
exhibition of the Academy of Fine Arts at Calcutta. A stu- 
dent getting an award in an all India exhibition outside Orissa 
was then an important event in Khallikote. 

I would like to emphasize on the first and second an- 
nual exhibitions of Orissa Lalit Kala Akademi in 1962 and 1963 
as events of significance that document modern aspirations 
for a historical chronology. Important artists of today who had 
exhibited their paintings in those two exhibitions and had been 
awarded included Gopal! Charan Kanungo, Muralidhar Tali, Ajit 
Keshary Ray, Anant Panda, Siba Panigrahi, Jatin Das, Chandra 
Sekhar Rao, Dinanath Pathy and others. Stylistically these 
works were quite different. Siba Panigrahi's Three Sisters 
awarded in ‘62 exhibition was an attempt to depart from the 
academic oil painting. The figures in this painting had globular 
suggestive faces in a forest ambience reminiscent of Sailoz 
Mukherjee's works. Gopal Charan Kanungo had a gauche paint- 
ing with the theme of bullock carts crossing a water channel; 
Muralidhar Tali's Beggers in the Stree! was strictly an academic 
work with colonial over tone. Jatin Das had a figurative canvas 
with a psychic theme. He since then has marched ahead but 
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still has retained his man and woman theme executing them 
with various cubic stances and in exaggerated and simplified 
human anatomy. The works of Binod Routray, Gouranga 
Charan Som and Chandra Sekhar Rao were in conformity with 
revivalist style of Santiniketan. Jyotirmayee Mohanty, 
Padmanabh Behera, Durga Prasad Das, Udaya Narayan Jena 
and Shyama Sundar Patnaik were another lot professing Kala 
Bhawan style of work and tempera painting. Out of this group, 
Chandra Sekhar Rao could have the strength finally to deviate 
and invent a new style in the lines of Jamini Ray. But this was again 
a late development in him in 80s white his Khallikote works mostly 
remained revivalist in temper. 

More or less the artists whose works were recognized 
in both the annual shows of the Orissa Lalit Kala Akademi re- 
mained art practitioners till late in their life. While Binod Routray, 
Durga Prasad Das and Gouranga Charan Som repeated them- 
selves without much innovation, Gopal Charan Kanungo, 
Muralidhar Tali, Ajit Keshary Ray, Anant Panda, Dinanth Pahty, 
Jatin Das and Siba Panigrahi took to oil seriously entertaining 
new concepts and experiments. 

The new language that grew in Khallikote in early sixties 
gave unprecedented freedom. ! remember an interesting en- 
counter | had with Rabinarayana Nayak, the design instructor. 
Rabinarayana asked us to prepare panel designs for a school 
competition. He was expecting that all the participants would 
make floral designs what he had earlier taught in the class. To 
his utter amazement and embarrassment | had submitted a panel 
design consisting of chairs and desks arranged in a repetitive 
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venture. This was a shocking departure and obviously | was 
given the second prize, the first went to a panel with floral mo- 
tifs. Students started questioning the prevalent values in art and 
their intellectual pursuits showed progression. It was no longer 
bound to the more or less verisimilar optic image, which de- 
scribed the object from a single viewpoint. 

The change that was brought in early sixties in 
Khallikote, died down when the authors of the movement shifted 
to Bhubaneswar. This remained as an upsurge and never 
formed a part of Khallikote sensitivity. The scene of art activi- 
ties shifted to Bhubaneswar. Orissa Lalit Kala Akademi aspir- 
ing to play a dominant role in the contemporary art scene of 
Orissa created a "Modern Art Category” in its first and second 
annual art exhibitions. The idea of creating a “Modern Art Cat- 
egory” in its initial years was a meaningful indication intending 
a divide between the academic, revivalists and the modern. 
Anant Panda shifted to Bhubaneswar in early seventies and 
he organized his former students to continue with modernism. 
It was necessary to shake Orissa off its dormancy in art pur- 
suits. Since art-history was not taught in Khallikote, the stu- 
dents remained oblivious of happenings in the art world. They 
developed a queer sense of self-assessment in a place like 
Khallikote, which was cut off from the main stream of cultural 
and aesthetic development. In the Khallikote town there was 
hardly any intellectual activities and the art school was an island 
left neglected in the valley. With Sarat Chandra and Anant Panda 
gone and Ajit Keshary caught in the net of administration and 
Management, the modern movement died down completely. 
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Orissa Lalit Kala Akademi that started with a bang slowly 
relapsed into inactivity without focus on contemporary. Unimagi- 
native programs like Ali Orissa Children Art Exhibition and Jhoti 
Chita Competitions which otherwise should have been the head- 
ache of the Education Department became the alma mater of 
the academy. Academy perhaps thought of “Catching them 
Young" to start an art awareness campaign in Orissa. But the 
young never grew old in art. Such activities rather became fash- 
ionable and art finally lost its place as a serious art avocation. 
Akademi championed the cause of art in its totality starting 
with tribal! to traditional and finally failed to achieve anything 
tangible. The change in perceptibility, function and awareness 
that was expected of an academy hardly happened. 

Small artist groups on their own wanted to spread the 
contemporary awareness, they wanted to grow as art practitio- 
ners in a state that do not sponsor art but talk about it as a 
political program. Being in the art profession | gradually under- 
stood that art was the last resort of the foolish, uneducated 
and underprivileged. The only non-governmental organization, 
which did substantial work in the field of art, was the Working 
Artists Association of Orissa comprising artists, poets, archi- 
tects and engineers. It accepted changes, organized innova- 
tive programs and made Orissa known to the art world. This 
has become a part of Orissan contemporary art movement. 

If you are an artist, aware of your creative self and cre- 
ative potential, you try to break the barriers, you propose 
changes and if the circumstances do not favor, you push your- 
self in all directions for more leg space in the society and you in 
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the process tend to be loud, argumentative and misunderstood 
by your friends. You paint, you speak on art, you publish books, 
you organize exhibitions and the cost of such activities on your 
energy, health and finances is enormous. You only realize when 
you are sixty. You seem to win finally , you did protect your 
artistic self but you fail miserably as a social being. 

That was what happened to most of us who sincerely 
practiced art, wanted to change and get new. 

In 1984, | was asked to head an art teaching institution 
in Bhubaneswar and build it a new. | was excited at this offer, 
grabbed the opportunity and collected a band of young and 
dynamic teachers, like-minded with a willingness to work, to 
move forward. Soon it did show results. We; Siba Panigrahi, 
D.N.Rao, Baladev Maharatha, Debaraj Sahoo, worked as a 
team relentless. We were underpaid, less facilitated, almost 
without any tangible governmental patronage, but we were 
open, perceptible to changes and determined to change our- 
selves with the time. We gave a new dynamic teaching pro- 
gram with innovative ideas; seminars, annual! art exhibitions, 
departmental publications, annual art fair, visiting teachers pro- 
grams, meet the artist events, art and poetry happenings, club 
activities and memorial lectures started flowing. We opened 
our portals to the world, we tried to broaden our horizons, and 
we collaborated with Nationa! Council for Educational Research 
and Training (NCERT), Center for Cultural Resources and 
Training (CCRT), Ministry for Handicrafts and Textiles, New 
Delhi, Department of Science and Technology, Orissa, National 
Aluminium Company, Urissa Industrial Development Corpora- 
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tion, British Council, Calcutta, Museum Rietberg, Zurich, Fes- 
tival of india and a number of other bodies. The result was 
phenomenal. We at the same time opened up specific depart- 
ments in Art History and Traditional Arts and ventured into new 
areas. For the first time art education crossed new boundaries. 

But after my departure from the institution, most of the 
programs were abandoned. | still do not understand what could 
be the motive for such unconcern, apathy. Was that all wrong, 
what we did, was nonsensical? Programs could be restruc- 
tured, improved upon, changed, but are not normally aban- 
doned. Such involuntariness prompted me to understand that 
comprehension of art differs and this could be an indicator to 
change; may not with the time but in a negation of time and 
progression. 

For me artis not a skill-oriented activity and teaching of 
art is not a syllabus-based program. | have always held art as 
an expression of totality; it touches upon several facets of life 
from literature to painting, from poetry to music. It unfolds your 
personality, it opens up the gates of freedom, and it places you 
in direct communion with the absolute. Creativity is awareness. 
At times, creativity comes through unlearning. An art student 
waste five precious years of his life by learning what he doesn't 
need to be a creative person, and to be creative, he has to 
devote his entire life to unlearn what he had learned in an art 
school. To be creative, you have to open the doors and wait; it 


will dawn on you like the morning sunlight and will elevate you. 
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Sarat Chandra Debo, the founder Principal of the 
Khallikote School of Art taught art and meditation together. He 
was grossly misunderstood. His critics questioned his inten- 
tions. Meditation is a state of silence, meditation is a state of 
no desire, no form, no color, it is a state of nothingness from 
which your vision of the world emerges. Creativity has nothing 
to do with any particular-work. It has something to do with the 
quality of your consciousness. What ever you do can become 
creative if you know what creativity means. Creativity means 
enjoying any work as meditation; doing any work with deep 
love. 

As the Secretary of the Lalit Kala Akademi, New Delhi, | 
organized a program with the integration of painting and music 
called Rang Rag. Each musical note has a visual image, a paint- 
ing that symbolizes the characteristics of music. Modern sCi- 
ence has also come up with the colors of music and therefore | 
thought an experimental program would synthesize and harmo- 
nize our related thoughts and free us from boundaries. But just 
the contrary happened, the Delhi journalists started a debate in 
the press and they, the next day of the program, came to me 
and questioned my wisdom. In their view, the Secretary of the 
Lalit Kala Akademi should not think of music. | did not go into 
the philosophy of art and music, | simply, light heartedly countered 
and questioned them, why the three academies were housed in a 
single building if no interrelation existed, moreover why it had been 
named after Rabindranath, who epitomized art, literature and mu- 
sic? Due to our misconception about art, the-Chairpersons of the 
academies only meet in the elevator and Secretanes in the toilet. 
In 
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| am reminded of another interesting incident of my life. 
As the Divisional Manager of Production and Publicity, | had 
designed a yearly art exhibition program called Chitra Baramasi 
to provide scope to Orissan artists for exhibiting their works. A 
gallery, Chitra Vithi was also opened up in the Orissa Tourism 
Development Corporation office. The exhibition went on well 
and attracted the attention of visiting tourists and art loving 
citizens of Bhubaneswar and Orissa. But the secretary of the 
Orissa Lalit Kala Akademi complained that the organization of 
art exhibition could not be a program of the tourism corpora- 
tion and as a consequence the program had to be abandoned. 

Franz Marc writes, “Natural law has been the vehicle of 
art. Today we are replacing this law with the problem of religi- 
osity. The art of our epoch will undoubtedly show profound 
analogies with the arts of long past, primitive times- but without 
the formalistic approximations now attempted by some anar- 
chists who have no sense. It is equally certain that our time will 
be followed by a period of detached maturity. The formal laws 
of art or traditions will again be established. According to the 
parallelism of events, this will happen in the very distant times 
of a ripe, late Europeanism.” 

Once a group of art students were sketching on the 
railway platform in late evening hours, | was to board a train to 
Varanasi. |! was a little inquisitive, | asked them, why they were 
sketching at that hour in a cold evening? They replied, they 
wanted to become artists. The answer was simply wonderful. | 
further enquired, did their teachers not want to become artists 
because they stayed away at their homes! An intelligent stu- 
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dent replied they had already become artists. If you go on 
sketching till the end of your life, you cannot become an artist. 
You will be an expert in drawing standing and resting figures. 
Prafulla Dave, a Gujarati artist who lives in Zurich once told me 
that even while he was a student at Baroda, he never sketched 
at the dictates of his teachers, he photographed objects, views 
and human beings, went home, developed the photographs 
and made pictures out of the photographs. | see no harm in 
doing this. Sketching is like collecting vegetables for a dish. 
Unless you cook them well at home, there was no meaning in 
piling up in your basket. 

One year is enough to learn rudiments of art. The rest 
of the years in a degree course program should be free for 
students, the way they want to utilize their time to grow as 
artists. Our syllabus is so old and outdated that we learn a 
course of 19'" century while we are in 21%' century. Whenever 
I visit an art school, I invariably ask the students, why they 
want to study art? The students normally answer they want to 
be artists. What kind of artists-banner painters, sign painters, 
wall painters, portrait artists, illustrators, calligraphists, or jacket 
designers? Artists could be of various types fulfitling different 
needs, aspirations. It is an irony we don't have good illustra- 
tors. calligraphers and portrait painters. We have still-life mak- 
ers and so-called “modern artists”. who do not understand what 
‘modern’ is. 

Today's modern in art schools and colleges have be- 
come like craft productions, you could at least fabel them as 
traditional modern art. You might paint like Picasso, Dali or 
i8 
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Cezanne, but that does not make you modern. Now modern 
art is an event of the past. Think for a moment, in Khallikote, 
how you are benefited practicing jacket designs without know- 
ing how these are transferred in print, how you gain learning to 
paint a film banner on a sheet of white paper without knowing 
how these are painted in real situation. What do you mean by 
Commercial Art? it is terribly confusing. The students of graphic 
design have littie knowledge of ‘conceptual’ or ‘minima!’ art, 
and that, on the other hand, the fine art student could be equally 
ignorant of developments in ‘autonomous typography’ or ‘cre- 
ative design’. By the same token, innovation in audio-visual! 
techniques might elude both groups of students. 

At one time it was easy to distinguish between the ‘fine’ 
artist and the ‘commercial’ artist. It is now less easy. The quali- 
ties, which differentiated the one from the other, are now often 
common to both. The painter, who once saw the commercial 
designer as a market species without a creative psyche, today 
to the financial pressures of industry, may now find that the 
dealer can impose a tyranny worse than that of any client. Dur- 
ing the last fifty years or So, barriers have been broken down; 
and they are still being broken down. 

The painting and sculpture of the 1950s was largely 
dominated by abstract expressionism and social realism. 
There were a few interesting exceptions to the general trend. 
Fontana, in developing his spatiality theories, was using neon 
light in large-scale murals. And, in most countries, individual 
artists were encroaching on the areas, which divide one field 
of activity from another. 

19 


Digitized by srujanika@gmail.com 


UTC Dinanath Pathy 

A number of key exhibitions in Europe and the United 
States helped to disseminate new ideas and techniques. The 
Venice Biennale made, and continues to make, a particularly 
valuable contribution, as did the Documenta series in Kassel. 
Certain galleries and organizations, such as the Tate Gallery, 
the White chapel Gallery and the Institute of Contemporary Arts 
in London, the Stedelijk Museum in Amsterdam and the Muse- 
ums of Modern Art in New York and Turin, also mounted useful 
exhibitions. In the late 1950s, the influence of John Cage's theo- 
ries and personality was critical in a new movement towards the 
combination of media. Cage acted as a catalyst: dance, con- 
crete poetry, happenings, painting, sculpture, music-all things 
were possible for him. During the 1960s the interaction of media 
became more lucid. Warhol! and Rauschenberg began to 
silkscreen photographic half tones directly on to canvas. A move- 
ment concerned with ‘concrete poetry' was established. Mallarme 
had anticipated continuing the experiments in autonomous ty- 
pography, which Arp, the Futurists and the De Stijl group had 
undertaken in the 1920s, and which in 1897. 

Godard interspliced verbal messages with film se- 
quences. Antonioni ‘painted’ with film. Genoves produced paint- 
ings in series that emulated the sequences of images which 
one sees in newsreel films. Gaul and Carmi made their own 
signs and signals for the imagination. The ideas of Duschamp, 
Schwitters, the Surrealists and the Dadaists were examined 
afresh and revived. And, in a sense, the world was rediscovered 


through the common object. 
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During the last five decades, artists have been increas- 
ingly concerned with what art can be ‘about’. Among the things 
which it has been about are attitudes, concepts, boredom, dan- 
ger, chance, decomposition, the process of seeing, violence, 
the possibilities of ‘bad’ art, the polarity of one's own nature 
and even the total uninvolvement of the artist in his own cre- 
ation. 

The activity of art today is less concerned with the pos- 
sibility of a finite solution that with the possibility of making 
discoveries in a diversity of media. The process is analogous 
to that of keeping a diary. Thoughts, jottings and essays-the 
form itself often spill over into life. The range of media is infi- 
nite: film, typography, dance, collage. The work-in-progress and 
nature of the activity seem to make the art gallery system more 
and more archaic. 

Artists move freely between media and the edges be- 
tween these media have become blurred. Labels, however, 
proliferate, and in the attempt to grasp the situation we are apt 
to falsify it. Labeling seems to be part of a human need to 
classify, systematize, tabulate and give life a meaning and or- 
der. But artists have gone mad in trying to identify and recon- 
cile the extremes of their own personalities and obsessions. 
Logical/intuitive, cool/passionate, drip/hard-edge, fine/commer- 
cial-increasingly, this very ambivalence is being explored by 
such artists as Rot, Godard and Hamilton. ‘All things’, said 
Hegel, ‘are in them contradictory, and it is this principle, more 
than any other, which expresses the truth, the very essence of 
things. “Movements and labels are often invented by journal- 
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ists and critics who, for purposes of convenient classification, 
attempt to impose a pattern on what is largely a fluid situation. 

Never before has such universal confusion prevailed 
regarding knowledge of modern and contemporary art as it 
does today, and it is easy to explain why. The media, televi- 
sion, news papers, and even books and magazines, which have 
renounced their mandate to educate the world in order to in- 
crease the circulation of scandal and gossip, have deprived art 
of its spirit of sportsmanship and healthy reflection, and its love 
of intelligent workmanship, which had made it a bulwark of 
humanism. 

However, this confusion is not only due to the media. The 
schools are equally responsible, especially the art schools, as are 
the cities with their museums which are more interested in in- 
creasing the numbers of their subscribers and visitors for their 
own political purposes. They have all created such confusion that 
at this moment many works that are of decisive importance to the 
history of modern art seem to count for less than those of some of 
the so-called artists. 

All this has provoked an acceleration of exhibitions that 
have nothing to do with art. Indeed, not only are artists multi- 
plying like mushrooms, but many private galleries are also 
springing up, just like those art critics who as soon as they can 
sign a column in a newspaper feel they are free to say what- 
ever they please about art, for they are convinced that the public 
they are addressing will have nothing to object to since it often 
knows nothing. In such a system, art does not seem to have 
anything supporting it. 
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Today, art is no longer characterized by the birth of 
movements, no longer does it move according to concepts that 
refer to the known and aesthetics that tend towards universal- 
ity, but it proceeds subjectively as it laboriously attempts to 
construct a new language. 

In twentieth century a complete revolution in the lan- 
guage of art was brought by means of cogent theories of the 
historical avant-garde movements and the subsequent revival 
of these by new-avant-garde movements after the Second 
World War. It is equally true that the nineteenth century wit- 
nessed a decisive renewal and radical transformation of the 
language and techniques of modern art. 

To read from Marsden Hartley's, “Art-and the Personal 
Life" (1928) will be rewarding. Marsden was an American artist 
who faced in his work as in his life, the problem of an American 
artist who wished to comprehend modern European movements 
and who yet must retain his American identity. In an early es- 
say he speaks of Cezanne and Whitman as the founders of 
modernism. Throughout his career his own art was informed 
by current European movements, yet he finally came “home” 
to his native New England, despite his indictment that “art in 
America is like patent medicine or a vacuum cleaner. It can 
hope for no success until ninety million people know whatit is” 

Critical writing occupied him throughout his lifetime as 
a painter and a poet. In his poem “Return of the Native”, he 
expresses a sentiment that his art should return to nature just 


he should return to his homeland: 
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Rock, juniper, and wind, 

And a seagull sitting still- 

All these of one mind. 

He who finds will 

To come home 

Will surely find old faith made new again, 
And lavish welcome. 

Marsden Hartley said, “I am interested then only in the 
problem of painting, of how to make a better painting accord- 
ing to certain laws that are inherent in the making of a good 
picture-and not at all in private extraversions or introversions 
of specific individuals. That is for me the inherent error in a 
work of art. | learned this bit of wisdom from a principle of 
William Blake's which | discovered early and followed far too 
assiduously the first half of my aesthetic life, and from which | 
have happily released myself-and this axiom was: “Put off in- 
tellect and put on imagination; the imagination is the man.” 
From this doctrinal assertion evolved the theoretical axiom that 
you don't see a thing until you look away from it-which was an 
excellent truism as long as the principles of the imaginative life 
were believed in and followed. | no longer believe in the imagi- 
nation. | raised one certain day-and the whole thing had be- 
come changed. | had changed old clothes for new ones, and | 
couldn't bear the sight of the old garments. And when a paint- 
ing is evolved from imaginative principles | am strongly inclined 
to turn away because | have greater faith that intellectual clar- 
ity is better and more entertaining than imaginative wisdom or 
emotional richness. | believe in the theoretical aspects of paint- 
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ing because | believe it produced better painting, and ! think | 
can say | have been a fair exponent of the imaginative idea.” 

Modernism is an intellectual phenomenon and is anti- 
romantic. It pushes back manual skill and relies more and 
more on the discovery of intellectual frontiers. With the ad- 
vancement of technology, art is loosing its grip on human tla- 
bor. Today to say that he or she has a good hand, does not 
anymore qualify him as an artist. Rather an artist today is a 
shrewd manipulator of public facilities and an opportunist, en- 
dowed with qualities of a salesman. 

Art has become global and therefore it has to become 
local at the same time. It is a major issue and the issue is more 
political than aesthetic. First it was European modern move- 
ment and then it was American Contemporary that began in 
1945. Since then the changes were exceptionally drastic. Most 
importantly, the scene changes centering first in New York, and 
then dispersing to several world capitals, such as London, Rome 
and Tokyo, which share with Paris and New York the distinc- 
tion of fostering important new movements. But beginning im- 
mediately after the end of World War II, the vigorous New York 
school emerged as the dominant one, creating influences, which 
gradually flowed back to Europe. 

The emergence of modern art in America followed cor- 
responding European movements with a considerable lag, but 
when it did arrive, it came with a great impetus and with rever- 
berations that carried away many of the stagnant conventions 
and ideals that had restrained it. 
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The most decisive point in the revolution of taste in 
America was the International Exhibition of Modern Art or the 
Armory Show of 1913. It came about as a result of the com- 
bined efforts of about twenty-five artists- principally of the Ash 
Can and the Stieglitz groups-who, in order to contest the 
academy's authoritarian dominance of art exhibitions, proposed 
to organize a large show of the work of younger Americans of 
progressive ideas. The Armory Show was a great success as 
an exhibition, attracting large crowds in New York, Chicago 
and Boston, and one-fifth of the 1,500 entries were sold to 
American collectors. 

1 would like to venture a comparison of the Armory 
Show of 1913 with that of the “Beyond the Shores” show 1995 
of the young Oriya artists in Delhi which catapulted four young 
artists, Jagannath Panda, Sovan Kumar, Jyoti Ranjan Panigrahi 
and Chuguli Kumar Sahoo to instant fame. The show made 
them known to the Delhi public and art world and it helped 
them to advance their careers. They have now enviable posi- 
tions as artists of international bearing. About one third of the 
show was sold and its success was phenomenal. 

I am introducing you to different exhibitions, to different 
awarded art works to give you a graphic idea of progression 
through which the Orissan art movement sailed. If the 
B.K.College of Art introduced a liberal teaching program that 
paved the way to progression, the Regional Art Center of the 
Central Lalit Kala Akademi opened the windows to the national 
capital through national, intemational exhibitions and workshops 
where eminent artists interacted. Ramahari Jena remained in 
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charge of the graphic studio of the center and was responsible 
for a resurgence of printmaking in Orissa. This was a much- 
needed change. His Lalit Kala Akademi award for his painting 
Armenia in 1988 broke the isolation and placed Orissa in the 
center stage. It made a mark and paved the way for others to 
hug the limelight. 

Today it is not enough to paint but along with it to un- 
derstand the politics that control art. Politics should be impera- 
tive. Within the arena of politics come museums, gallery sys- 
tem, art criticism and curating. None of these exists in Orissa. 
With an award from the state Lalit Kala Akademi and a write up 
in some Oriya newspaper you are nowhere in the art world. 
This might hetp revision of your present position as an artist in 
the eyes of your friends and family members. This is not media 
support to push you as an artist. An opinion in Orissa about 
your artistic personality really does not matter. It only matters 
when you are able to sell your works to live independently as a 
professional artist. Most of the Oriya artists have government 
jobs to support their living, therefore they do not work. Today a 
unique situation has emerged where you don't find jobs any- 
more. Either you opt for marginalization of your art career or 
enter into a long struggle to live as artists. In Orissa, to be an 
independent artist with sole profession of a painter, sculptor or 
a printmaker is next to impossibility. Therefore the teachers 
who are in a school of art teaching profession should know 
how to teach and what to teach or they would be primanly re- 
sponsible to create a volatile army of frustrated artists. 
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Whatever you paint in Khallikote, even if it is remotely 
Khallikote, you are painting for the world; probably you would 
have done the same thing even if you were placed in New 
Delhi or New York. But this is never the situation. Your atti- 
tude, theme, approach, your process and experience 
changes when you leave the place to a better location with 
inviting options to choose from. When Oriya art students 
worked in New Delhi, Baroda or Bombay, they developed 
wings to fly and they in fact flew. At Khallikote, you do not 
open up, you are in a terrible cross-word puzzle with test 
examinations, annual examinations, pass fail syndrome, per- 
centage of marks and all those restriction to cow you down 
to tried out routine and routine is antiart. Your entire exist- 
ence in Khallikote should be an expression of art, not an 
antithesis. 

Art cannot be taught, in classrooms, there are no for- 
mulae to create art. You have to learn from your experience. 
If your teachers do not practice art, if they don't exhibit their 
work, if they not update they will have nothing to share with 
you. Let us not live in a make believe world. { have not come 
to you to advise you, to remind you or your teachers’ re- 
sponsibilities. Every one of us who has pledged to become 
an artist, should move, commit and make their presence felt 
in the art world. 

One should not forget that it was Khallikote that had 
shown the way to modernism in Orissa, but it seems it has lost 
its confidence in the art world. Art is‘a pre-eminently subject 
for an ever-changing dialogue. It changes fast like European 
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weather. Artists are both transformers and resistors, capable 
of recognizing themselves both as decentred and recentered 
subject. Being an artist is a matter of trying to locate one's 
position in post-modern culture. It requires an inner-directed 
sense of reality, one that resists the loss of self-esteem. The 
artist's identity is contingent on functional dialectical means, 
not factionalised programming. The challenge for the artist is 
to rejuvenate the aura in art and thereby to rediscover the trans- 
mission of the creative impulse. 

The post-Warholian nightmare is precisely this. Art has 
become irrelevant to the art world except for the dinners, the 
parties, and the discos. It is one big, mindless bash where 
money talks and no one listens, and where even fewer see the 
art. Perhaps, in the sixties or seventies, Warhol could make 
such events into a scene and, in turn, enhance his publicity 
and ultimately his much-deserved reputation. But Warhol was 
an original-and that was part of his allure, an attribute that even 
the critic Harold Rosenberg understood. But in the current at- 
mosphere at the end of the nineties, at the finale to this century 
of modernism, the scene surrounding Warhol! has become what 
it always was: a myth. This is something that Andy understood 
all along. The problem today is that few others seem to under- 
stand it. 

The myth of the art world-and now, the end of the art 
world-is re-enacted over and over again with the same dull 
beat, the same quasiritual, either out of inexperience. at best, 
or masochism, at worst. Human heads cast in blood, depen- 
dent on ultra refrigeration, and sliced-up cows in cast Plexiglas, 
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as recently shown both in London and New York, are fairly 
accurate signs of the times. But they are signs that belong to 
the semiotic structure of the social norm, signs that for the 
moment function in a kind of semiotic vacuum, a kind of hallu- 
cinogenic sanctuary, removed from the complexities and con- 
flicts within a burgeoning globalization. Spectacles breed more 
spectacles, more diversions, and more tabloid news The hyper 
real spectacles in the current art world are like random chan- 
nels on cable television: they offer the illusion that there is some- 
thing significant for the spectator. The information is designed 
to titillate but not fulfill. There is no history, no memory. The 
ultimate diversion is the Internet, a hypnotic commercial ploy; 
that is, unless the viewer has the will or the intestinal fortitude 
to find precisely the information he or she needs. It is always 
easier to talk about porno paintings in a fashionable gallery or 
satyrs dancing painfully around a football field that to address 
the significance of serious painting or cinema. To deal with 
Serious art requires a certain preparation of the mind, a re- 
laxed synthesis whereby the mind comes into contact with the 
body, where there is a rejuvenation of seeing, and where thought 
is required to pull the act of seeing into the sensorium of feel- 
ing- to formulate ideas that are powerfully felt. It is time to un- 
derstand the difference between what is symptomatic in such 
a mediated “culture” as ours and what is truly significant. The 
distinction is crucial in coming to terms with a new criterion in 
dealing with the art of the future; yet the signs are often de- 
ceiving. 
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Dinanath Pathy 

The present art situation in the country and in the world 
is terribly confusing. The link has been entirely lost. The defini- 
tions once we did hold sacrosanct were completely lost. Art is 
no more a product. It is an experience to share. Critics have 
started talking of the process, not the final product. Concep- 
tual art and performance art have overshadowed the real and 
committed efforts. You cannot decry them as no art in public. 
You have the fear of being anti-modern and antipostmodern. 

During my recent visit to London, | saw an exhibition in 
the Serpentine Gallery. The exhibition was about the graffiti on 
the wall in an underground that led to the tube station. The 
exhibitor had simply photographed walls, made them into en- 
largements and had displayed them in the exhibition. The pho- 
tographs spoke the minds of the people who scribed their 
psycho semantic phobia on to the walls-ugly slang. Without 
social context, one would wonder at the wisdom of the graffiti 
and would reject them as art. But to mount such an exhibition 
needed sponsorship and an idea that was translated into visu- 
als. 

You may well argue that the swing in to-day's art is west- 
ward ho! But from where would you gather your courage to tilt 
the balance? How can you alter the art standard that has been 
built upon Western modernism and Western thinking? Half a 
century passed, we have not been able to change the colonial 
imposition on us and we still practice Santiniketan art in the 
grab of Oriental and Indian in Khallikote. Art is today tagged 


with money and power. 
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| believe art and culture have to be time and place specific. 
Without this, we do not have place of our own in the art world, there 
would be large-scale migrations and disconnections with the na- 
tive. Finally there would be no meaning in an art institution at 
Khallikote. Why, what for? In other countries and places while art- 
ists are fighting to improve their status and visibility through sup- 
port from the government, and corporate bodies you have none. 
Do you understand artistic autonomy, professionalization of artistic 
goals and standards? Artist now have learned from the new mod- 
ernism to make art that could separate the world of experience 
from the field of memory? 

Therefore you have to build your own art world in the con- 
text of Khallikote, Orissa, india and the world. That may not be so 
easy but you have to proceed in the direction with confidence in 
your pursuit. You have to open up, boost your intellectual and cre- 
ative potential. You have to move out to art centers to check up 
your capability. The reality is whether you want to struggle and be 
an artist or just remain on the margin without aspiring. Your degree 
will not help you in your endeavor. 
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